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Die Zufriedenheit
Lied für eine Singstimme

Version with mandolin accompaniment

Lyrics: Johann Martin Miller (1750-1814) W. A. Mozart (1756-1791)
KV 349
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Komm, liebe Zither, komm
Lied for one voice with mandolin accompaniment

W. A. Mozart (1756-1791)
KV 351
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Ivan Padovec
(1800-1873)

Second Concertino
Terz Guitar, 2 Violins, Viola and Cello

Edited by Stefan R. Hackl

DGA Editions - 206
2008

Photograph copy of an original made by an unknown photographer  
(S. Lypoldt?). The copy was made by Eduard Heiszig (a photographer from 
Varaždin) around 1890. The original photo was probably taken around 1845.
Owner: The Varaždin Town Museum
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Introduction

Ivan Padovec (also Johann Padowetz, Jean Padovetz, 
1800-1873), born in Varaždin in Croatia, belongs to the 
most important composers for the guitar at the end of the 
guitar boom in the mid 19th century. 

In his youth Padovec first learned to play the violin. In 
1818 he came to Vienna for a visit and heard Mauro Giuliani 
playing chamber music with guitar. Giuliani played several 
concerts in April and May 1818 with the pianist Ignaz 
Moscheles and the violinist Joseph Mayseder, in which they 
also performed movements of Giuliani’s concerto op. 70 for 
guitar and orchestra.� This concert stimulated his interest in 
the guitar and could have been the immediate impulse for 
his works for guitar and strings. Padovec might have played 
little guitar before, but now he studied it intensely using 
the method of Bartolomeo Bortolazzi.� He also studied 
harmony and piano with Karl Wisner von Morgenstern 
(Cantor from Zagreb). Padovec soon became an important 
figure in the Croatian music scene: he played chamber 
music in concert, he was an initial member of the Zagreb 
Music Association (1827) and an outstanding teacher. His 
success as a guitar virtuoso with concerts in neighboring 
cities (Triest and Rijeka) encouraged him to go to Vienna.

At that time Vienna was - besides Paris- the most 
important metropolis for the guitar. Mauro Giuliani, 
Anton Diabelli and Wenzel Matiegka worked there, and 
compositions of Ferdinando Carulli, Luigi Legnani and 
many others were published by the extremely productive 
Viennese publishers such as Diabelli, Artaria and Haslinger. 
Padovec lived in Vienna from 1829 to 1837, and many of 
his compositions were printed there. From Vienna he made 
concert tours into several European countries. An eye malady 
from his childhood worsened considerably, so Padovec 
returned to his hometown, Varaždin, in 1837. There he gave 
concerts until he became completely blind in 1848 and he 
was still active as a composer and music teacher. Padovec’ 
work contains more than 200 compositions, mostly for solo 
guitar, songs with guitar accompaniment and guitar duos, 
but also vocal music and chamber music without guitar. His 
works for guitar and strings and/or orchestra seemed to be 
lost, and there were only a few indications referring to their 
existence until now: 

•  Reviews of performances: Guitarre=Concert mit 
Quartett=Begleitung and Introduction und Variationen 
für die Guitarre mit Quartett=Begleitung, über ein 
Thema aus Norma’s Indroductions=Chor (Zagreb, April 

�  Thomas F. Heck: The Birth of the Classic Guitar and its Cultivation in 
Vienna, Reflected in the Career and Compositions of Mauro Giuliani (d. 
1829), Vol. I, Ph. Diss. Yale University, New Haven, 1971, p. 119.
    Mirko Orlic, Ivan Padovec, hrvatski gitarist europskog ugleda, http://
geo101.gfz.hr/~morlic/padovec1.pdf

�  Neuer und gründlicher und vollständiger Unterricht die Guitarre nach 
einer leichten und fasslichen Methode gut und richtig spielen zu lernen, op. 21, 
Vienna 1808. – one of the most popular Viennese guitar tutors, reprinted 
several times.

11th, 1841� and Krapina, October 11th, 1846�). 
•  An incomplete copy of the Second Concertino (dated 
“Varaždin 1925”) was found recently in the Varaždin 
Town Museum, but only the guitar part and the string 
parts of the second movement.� In the archive of the 
Music Association in Vijenac there is an autograph 
of Introduction und Variationen für die Guitarre über 
ein beliebtes Thema aus der Oper Korradin von Rossini 
mit Quartet Begleitung ...5. Werk, Agram ...1829). It is 
probably the work performed by Padovec in January 
1829 in Zagreb.� Only the guitar part has survived.
•  In an article on Padovec in 1940, Ernest Krajanski 
wrote that he received two works by Padovec from 
Sepp Bacher of Freistadt: Second concertino and 
Introduction und Variationen über ein Thema aus der 
Oper “Die Kreuzritter” für die Guitarre mit Begleitung 
des Orchesters componiert von Johann Padovetz.� In 
those variations the orchestra consists of a string 
quintet, two flute, two hautbois, two clarinets and 
two bassoons, french horn, trumpet and timpani – an 
enormous and unusual instrumentation for guitar 
concertos of this period!

The only useful trace to the lost scores was the name 
of Sepp Bacher. Bacher, an Austrian guitarist and music 
teacher, was born in Krems and learned to play guitar in the 
1920s as a student in Innsbruck with Lois Köll and Erwin 
Mahrholdt, and in the summer holidays also with Heinrich 
Albert (Munich) and Luigi Mozzani (Bolzano). He was 
one of the pioneers of Early Music on plucked instruments 
and a collector of early handwritings and printings of 
guitar music. Unfortunately his extensive and carefully 
�  Review in Croatia , April 16, 1841, Vol.3, No.31, p. 124.

�  (F. D. Rusan?) “Domaće věsti“ in Ilirske narodne novine, Vol. 12, No. 83, 
p. 350, October 17, 1846.

�  Varaždin Town Museum has MS copies of the following elements from 
the Second Concertino:

• guitar part of the whole concertino: 
Signed by the copyist: H. (?) Seglin / Varaždin / October 15 1925. It is 
the same in every detail as the MS copy in Vienna, including the title 
page in French, so it must have been copied from the Vienna MS or 
both are copies of some unknown third source. Nice handwriting. 
• score of Andante sostenuto:
In F-major! The solo part was obviously played on a normal guitar. Very 
hasty handwriting.
• string parts:
Also in F-major.

Varaždin Town Museum has an original concert program of a concert 
in Varaždin on November 14, 1925. One of the performed items was 
the Andante sostenuto from the “Concertino in D-major” for guitar and 
string quartet. It was performed by certain Mr. Janko Puchly “a pupil of 
Padovec” (he must have been at least 65 then). The above mentioned copy 
was certainly made for this performance. (by Darko Petrinjak)	

�  Mirko Orlic, Ivan Padovec, hrvatski gitarist europskog ugleda, http://
geo101.gfz.hr/~morlic/padovec1.pdf

�  Ernest Krajanski, “Sjetimo se Padovca”, in: Sv. Cecilija, Vol. 34 (1940), 
Nr. 3, p. 50.
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Allegro moderato

Ivan Padovec (1800-1873)

Second Concertino
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Allegro moderato

Ivan Padovec (1800-1873)

Second Concertino

Revised by Stefan R. Hackl
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To A Wild Rose
Edward MacDowell

(arr. M. Mair)

with simple tenderness

Op. 51, No. 1

Play slowly and freely, with rubato and expressive dynamics. Tremolo notes with stems up, and
play the melody as legato as possible  Arpeggiate the chords slightly,  but don't tremolo them.  











Flatbush Waltz
www.traditionalmusic.co.uk .
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Ejercicio: para el desarrollo de la N 16interpretación, como el uso de doble O.
cuerdas: (lera y 3era posición)

Folklore Venezolano
Forma del Galeron Oriental
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Originale Notation

Franz Wohlfahrt

Diese Etüde von Franz Wohlfahrt eignet sich sehr gut um das Tremolo zu üben. Je nach Tempo 
können 8 oder 12 Anschläge auf die Viertelnote gespielt werden. Eine gute Übung ist es auch, 
statt der Wechselschläge nur die Abschläge zu spielen, der Bewegungsablauf der rechten Hand 
ist dabei fast gleich, nur dass der Aufschlag die Saite nicht treffen soll.
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Mandolin Chords
C             Cm         Cdim       Caug        Csus          C6             C7          Cmaj7        C9          Cadd9      Cm6        Cm7

D#          D#m       D#dim    D#aug      D#sus       D#6         D#7        D#maj7     D#9      D#add9    F#m6     D#m7

D             Dm         Ddim       Daug        Dsus          D6           D7          Dmaj7       D9          Dadd9      Dm6       Dm7

E             Em           Edim        Eaug        Esus          E6             E7           Emaj7        E9           Eadd9      Em6         Em7

 F             Fm           Fdim        Faug        Fsus          F6             F7           Fmaj7        F9           Fadd9      Fm6         Fm7

F#          F#m        F#dim      F#aug       F#sus       F#6          F#7         F#maj7      F#9        F#add9    F#m6       F#m7

 G             Gm           Gdim        Gaug       Gsus         G6            G7           Gmaj7      G9           Gadd9     Gm6        Gm7

G#           G#m        G#dim     G#aug    G#sus       G#6         G#7        G#maj7      G#9       G#add9   G#m6       G#m7

 A             Am           Adim        Aaug       Asus         A6            A7           Amaj7      A9            Aadd9     Am6        Am7

A#           A#m        A#dim     A#aug    A#sus        A#6         A#7         A#maj7      A#9       A#add9   A#m6       A#m7

 B              Bm            Bdim        Baug       Bsus         B6            B7            Bmaj7       B9            Badd9     Bm6         Bm7

C#           C#m        C#dim    C#aug      C#sus       C#6         C#7          C#maj7     C#9       C#add9    C#m6     C#m7

tuned:
e
a
d
g

www.jpbw.dk/mandolin
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PARTE PRIMERA

CAPITULO 1
..... ,.

Elementos musicales necesarios para el estudio 'del Mandolín,--
DE L~S FIGURAS y DE LAS PAUSAS

Las figuras son siete, las pausas también siete, y tienen el mismo valor que II:!S f,gutas.

EJEMPLO

SEMIBREVE
II

-
1

Vale un compás, es decir 4 movimientos
o REDONDA

••

MíNIMA

IJ===1...,I~,medio ""2

o BLA1\CA

SEMfNIMA

I' J====1' ~I
-» un 4~ de compás, es decir, l movimiento

o'NEGRA'

CORCHEA

I~ 7
I-» un 8.0

»•>l::! pOr

SEMICORCHEA

I~ :¡I-» un 16°
»»»4 •

FUSA

I
~. f
I-» un 32.0

»••8 •,.

SEMIFUSA

tkl---,· I
.» un 64!'

•••16

© RICORDI AMERICANA S:A.E.C. Cangallo 1558 - Buenos Aires.
,Todos los derechos están reservados _ AIl ril1hts reserved.
Queda hecho el depósito ql,le establece lá Ley 11.723.
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DEL PUNTO
Tenemos tres c1asesáe.punto~:.'simple, doble y corona.do.
Simple C· ) - es aque¡. punto que sigue la nota y aumenta á la misma la mitad de su

\lalor .. ~
. Doble ( •• ) - formado con dos puntos. de los cuales el segundo aumenta la mItad del

valor' del primero ..
Coronado (1:\)- es de.dos clases: interrumpido, si se encuentra en el cuerpo de la

piez;a; fina/1st se encuentra al final de la pieza.

DE LAS NOTAS

'Las notas. son sjete: Do, RE, MI, FA. SOL, LA, Sr.
Se encuentran situadas eil el Pentágrama. compuesto de 5 líneas V 4 espacios

-i

.¡
I
!

.,;,j
I

~---~
~ líRea .'ler esvlt.\.JQ2~ I/flea

EJEMPLO DEL PENTAGRAMA

Hav'"1íneas ~uplementarias 6 ~icionales del pentágrama, arriba como debajo del mismo.

NOMBRE DE LAS NOTAS

~

IIIIIfIII-
g

TT

~ lT"6-vO1IO(Jo

SOL

LASIDOREMIFASOLLASIDO

RE

MIrASOLLASIDOREMIFASOLLA

~

,.
I

O

I

o -6-11~.n.-6-.n.-e-.n..

I

I
--

I
-

I III1!

PROSPECTO DE LOS TRASTES FIGURADOS

ti¡ MI
l:3-
~ LA
ti¡

<Il
:::l

~ RE\l
a
SOL

FA SOl.LA.SIno

SI

DO REMI

MI

FA SOL·LA

LA

SIDO RE
Dedos

1 25 44 Alara~

o

DE LOS ACCIDENTES

Los accidentes son cinco:

.El 808. tenido, lt qUJi Jure el sonido de la nota medio tono;El doble, 808tel\ido ~HfÓ X tambi~n :s,ube. la nota .deun, tono.

B.A.lfi4
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El bemoi, ~ que Lqaja ·Ia nota medio tono.El doble bemol, 111' que baja la nota ttn tono.
El becuadro, q de~uel~e ~ la nota su tono natural.
Los acci4entes pueden ser: naturales y accidentales.
Naturales cuando están colocados cerca de la llave y tienen valor en toda la Pieza.
Acddentdles, cuando se eqcuentran durante la pieza 'j tienen ~alor en el ~olo ~rirnpás

en que se encuentran.

DE LAS LLAVES

Las llaves llon tres:' de Do de Fa y de Sol.
Para el Mandolín solamente es necesario conocer la llave de Sol, denominada también

lIa~e de Violín.

EJEMPLO ~
7F

DE LOS TIEMPOS

Los tiempos de la ,música Sé d!viden en dos clases: pares é impares.
Del tiempo par se fonuan 5 compases

EJEMPLO

~ 1 2 54 1 2 54 12M 1254ORDINARIO I ~ Es el tiempo principal. Se compone de 4Ó COMPASILLO e semínima~ '1 se marca en ,4 ~~imlentos.::::_:::;:===, de I semlOlma' por (',ada ntO\1lmlento.

~

BREVE Ó , ' Se 'compone de,4 semínlmasy, se marca en

COMPÁS MAYOR, , ' 2 movimientos; dos por cada movimiento

3

DOS POR CUATRO ~

Se: compone de dos semínimas 31se marca
en 2 mOlllmientos; una por cada movi­
miento.

SEIS POR OCHO

2 1 2

Se"compone de corcheas 't' se marca en 2rno1llrnientos; tres corcheas por cada
m()\?lmiento.

B.A. 164.
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, 2 5 4 1254 '

DOCE' POR OCHO '. compuesto de 12 <:or.•cheas que se marcan
,. ' , en cuatro m091mlentos tres por cada

_, m09imiento. '

Del tiempo impar se forman trescoOlpases.

EJEMPLO

~
TRES POR CUATRO ' "'compuesto de 1'). ~mln¡mas que se marcan, ," en tres mOVimIentos, una por· cada mo-

A ' • \'imiento. '

~ So """po,, do ¡", eo"he •• <" "TRES POR OCHO , can '.en.tres movimientos; una pormOVimIento.

mar­
cada

NUEVE POR

~

' Se compone de nueve cor-
OCHO ' cheas qne se marcan en

, tres movimientos, t.resporcada movimiento.

DE LA LIGADURA

Hay dos clases de ligadura; la Real y la de Acentaación.
L1ámase Real cuando liga entre si dos notas de modo que la segunda se incorpora á

'Ia primera.

L1ámase de Acentuación cuando liga entre sí dos notas de nombre diferente.

EJEMPLO ~e ~~

B.A.154.'.
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HHL SINCOPADO

Cuando una nota de "alor mayor sé encuentra entre d08 notaR a~ "alor menor C:flntrn
tiempo , que da lugar lIámaRe sincopado.

5

. \

EJEMPLO

~11r==r ~ - ---;

El tresillo de COrche8lC "ale doe c:ord~88

E' ••• 1111.d••• Kbou ~ •• ,. ~ ••••••••••••

DE' LOS SOSTENIDOS

Los lIOStenldosson siete y caen , diatancia de qalntll. Ello se marca en fa; ti 20en Do; el 30 en Sol; e1.4° en Re; el SO en La;. el 6° en Mi y el 7° en SI.

EJEMPLOf ~ ~# l:E=I
,

Los sostenldOtl, á más de alterar de medio tono cada nota, sl('\lt>ntamblen para fiJar
las diferentes tonalidades musicales.

B.A.164.
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DE LOS BEMOLES

Asi como los sostenidos, los bemoles también son siete y \liln de cuarta en cuarta.

El primero se marca en SI, el 2<l en MI, el;,)O en LA, el 4° en RE, el 5° en SOL. el

6° en Do y el 7" en FA.

EJEMPLO-
Los bemoles también, a más de· disminuir de tnedio tdno las noq¡s batidas sir\'en para

establecer los varios tonos.

Fa Mayor 1 Sl~ I MI ~ 1 LA ~ I RE ~ I SOL ~ I DO ~ I

~~ ~b ~
:- . R•••••• , I SOL I 00 I PA I sr -1 ••r I LA· I

ADVER7'ENCIAS

t a El .tono natural sobre el cual se basan todos los demás es el tono de Do mayor y
LA menor que no necesitan accidentes.

2'l Si cerca del quinto grado del tono mayor hay un accidente, la pieza es en tono
menor; en caso diferente será en tono mayor: otro modo de conocer el tOllO de una pieza
consiste en la observaCión de la primera nota debajo que acompaña.

5a La escala se compone de cinco tonos y dos semitonQS mayores.

~

.1 tono I tono·1 semitono1 tonoI tonoI 'tonoJ·.semltono

I III()1"Olo.8
~u·O

O
Q

OO O••
~

TERMINOS QUE INDICAN EL MOVIMIENTO DE UNA PIÉZA

Los movimientos principales $On cinco: Adagio, Largo, Andante, Allegro, Preslo.
-De cada uno deellosderi\lan muchos más que se aprenden de práctica.

D.A.154.
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Nota:-Para el Mandolín, 4esde, el Adagio hasta el Andantino las corcheas. se hacen con tré­
molo; desde el Andante en adelaute. no.

.DB·~AS ABREVIAT\JRAS

7

T7-r •
:::zz::

vale 4 Scnttmmas __ ~n: vale 8 Corcheas' ~

vale 2 Corcheas

~ lIale l5 Corcheas ====f== vale '4 Corcheas ===¡== "ale 4 Semicorcheas

=F= lIale 8 Semlcorcheas ~ "ale 8 Fusas

,,?ole16 Semífus'as.

p piano, pp pianissimo, 1fuerte, I1 fuertísimo m! medio fuerte.

8-/ Ó Jz esforzando el (sobre la nota) quiere decir nota suelta.

marco ó !\ marcado (sobre la nota) ménos densidad

Signos que indican la repetición de una parte cualquiera de una pieza.

.~. ~

B.A.154.
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CAPITULO 11.

Descripción del Mandolín
El Mandolín está fom1ado con cuatro cuerdas dobles, es decir que cada dos cuerdas

80n unÍsonas.
Tocando la 48 suelta (1) el sonido que se produce corresponde al SOL con dos rayas

debajo del pentágrama. ::i:.
, EJEMPLO...,..~~~"'--=;J J '

Tocando la' ¡P cuerda suelta se consil!!u~ el RE debajo del pentágrama ~ ~~~
EJEMPLO ~t:, =====:j,'-----

La 2a cuerda suelta corresponde al LA.2° espacio ~.•.... _, EJEMPLO ~===~~~'_-_-_-.-:_-_~
Con la la cuerda se consi.gue el Mt 4° espacio. ~-------~

EJEMPLO ~ F ~

Figura general de las ceatro cuerdas sueltas del Mañdolfn

3a

u o
la

:u:

COMO SE AFINA EL MANDOLíN

Comprimiendo con el dedo sobre el 7° traste de la ~ cuenj.a y tocandola COII la púa
que se tiene en la mano derecha, el sonido que se produce corresponde al Mr de la la cuerda
suelta, deberá estirarse óaflojarse hasta que llegue á ser unísona con la nota ~tallada por
la vibración del 7° traste de la 28 cuerda.

En la 3a cuerda tocando el 7~ traste debe reproducirse el LA de la segunda cuerda
suelta; en caso diferente se estirará ó se aflojará hasta que las dos notas queden perfecta­
mente unísonas.•

, El mismo procedimiento se empleará con la 48 cuerda cuyo 7° traste corresponde al RE
de la SU cuerda. '

DEMOSTRACION

'7° traste

O traste7° traste 7° traste
,

O tra$te

~

O traste

(. I
".
I

\I II~1'")
1'1

2" cuerda

1" cuerda5a cuerda2a cuerdaUU
4a cuerda

3a cuerda

(1) El sonido que se obtiene tocando solamente con la púa sir¡ hacer uso de los dedos
de la mano izquierda lIámase cuerda suelta, el signo que se empl~a para marcar la cuerda ó
nota suelta, es el O(cero.) '\

B.A.154



.~

9

CAPiTULO 111.
EXTENSIÓN DE LA la POSICIÓN

,~::,:.
Traste O 2 4 5 .

J I
Dedo ­

5a cuerda ..

Traste ~ 0'2 . 4 " ....

Dedo_
2a cuerda .. ' . '. '.

Traste O 2 5 5

~I . ·
Dedo. O . ,. "J"RCICIO \, : y~

1r
la cuerda .

Traste O 2 5 . \

B.A.154.
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DEL TRÉMOLO
Para conseguir el trémGkr. es decir la nota larga '6 tenida es neces~r¡o hacer vibrar la

púa bajando-y a-Izamto con celeridad el número de veces nec~sario para que la nota tremo-
lada IIe~e.. á tener su valor.· .

P.A.\5~.
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Ejerc.2"

baba b a ha ha

~111 .m_1Il~b a ·ll>a baba

~ "-l:1gíl~'" I

~lfI.~ 111 • m f!:!!fJ/1I1

.~ iN W [11 I§ 11IIS mi

..

~111

, .lES 111

~ III /1/·1

FA.15t.
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Pi\RTBSEOUNDA

De la Agilidad

ijarse en los golpes de púa. bajando)' alzando que se indican .con a y .'J

~;~

15

I
"

.•.

¡

f~~~~a b a b~!-y ·1b

"
b a b a b ab b . b a

.~~. ba ba a

I..';)'._.¡;~---
NOTA-Al pasar de una cuerda a la otra la primera nota que se encuentre se tocará

bajando(b) la púa.
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~.~WI~r-~~~ a

tJ b-' b-'+ -. +7 •..•...,-+ -ta a bb ba-#- 7J

~

nl~~ .•...•.•--•.,-+-..~/~f~

~

~~b b baba .. bhab baba bab

..

. I
.. a a.b b

n.A.fól.
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~# b b b

b

•

.. . ::t b a b~
.. B.4.11i4.
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/o~r~=¡~.~!
.t~#~ =-1'4~--

11~~rtñ fJ5n Iftn t[r~~b a b a b a

B.A.IM.
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ba

21

12 (~ .....

11 b a a b a b b b a b a a·:- bb a a b

a1Jabbbbbab

B.A.!5-t.
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..• a a a bbbb aba -: -abbabba a

B.A. f51.
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a a a -a b a - - n - - - a a a b
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¡o••••. ESCALA SEMlTONADA
11 -e .. I J. 2 2 •. o I .

. . . ha ab a a a
2 J J

• u_n· - a - - a ¡; . a- b b: - u_n - .••¡ baba

18 ._ e

~

.
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¡# Para refo'.'.rel 4' ded~ ..191~~
bab ,

.

4

. O O ,

.... '. '

· - .
· , .

. . . . ' .
. . . .

· . , .. : .. ' . :. '. ' :

. ,., -.- ..- .,. - - ..... . . . . .

~
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Para reforzar el 4° dedo y para desarrollar la elasticidad de los dedos en ~eneral.

20 ... 5 4

....

3 .

o 4

.•.. / ..•.•• fino. Mo.,dedo _" ... ' 3 4
O ... / '

B.A.154.
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no levante el 5er de"do no. levante el Jer dedo._

e

B.A.!54.
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bába a haba .
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PARTE TERCERA
SEGUNDA POSICIÓN

DEDO 1 25 ?> <1 1 1 4:5 I 5 2 1

TRASTES79 5~"" 5 ~J'da:/ ~- 7· 5 9 7 S S 5CUERDAS ~ _

.~

B.A. 154.
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CUARTA POSICiÓN

3 i :>

~fRASTE9 II 1:; /7 1911 13 79 Jl I~ Primera ----- ~
CUERDAS~. ~ ~ ~',,~~ 15111917 15rl

1 ..~ I
ANDANTE '~

:2

433

1 I
1/1 ...3 --- .~J•__ *

. -I
.,.:.)

~ 1 2 3 4

4 . e

1 I
·QA.l~



ALLEGRETTO

QUINTA POSICIÓN

5 4 5 2
-4 t 2 .•.. _ t5 '1 -

4 1

U,A.!54.
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14i2JJ'S 141210 9 10
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,~~~trJ~~

4~~(~

,~
D.A.154.



40
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SEXTA POSICIÓN
... 4,

t 2 .§4. ~ 2

Primera

41

1

2

4 t 2
4 t 2

4,

4,

~ A.NO. 2
3 1 .....

B.A.154 ..
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2 1

ESCALAS Y TONALIDADES

La 13a Menofj

B.A.154
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Si (5"- Menor)

• # ,,. M"o"~H

\1 ,,' M.,o" . 1

n.A.154.
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Si (50. Ma)'or)

Sol tt (5a Menor

Fa (5". Mayor)

Re ,,' MMO"

Si ~ (5" Mayor)



SOL (3a .irtenor).

M1~ ",. M"o,)

•

La ~ (3" Mayor)

FiN DEL MÉTODO.
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Hinweise für Benutzerinnen und Benutzer 
 
Dieses Dokument versteht sich als Arbeitshilfe für den Mandolinenunterricht und bietet 
Material zum Erlernen der Liedbegleitung an. Es enthält 36 Lieder, die in 15 Lektionen 
gruppiert sind. In jeder dieser Lektionen wird ein neuer Akkord gelernt. Hat man das 
Dokument durchgearbeitet, ist ein Grundstock der 14 wichtigsten Mandolinenakkorde 
bekannt. Im Anschluss wird empfohlen, weitere Akkorde anhand von Liedern nach eigenem 
Interesse zu erlernen. 
 
In den meisten Lektionen sind zwei, manchmal auch drei Lieder. Der ursprüngliche 
Beweggrund dafür war, verschiedenes Material für Kinder einerseits und Jugendliche und 
Erwachsene andererseits anzubieten. So finden sich in den meisten Lektionen sowohl 
Kinderlieder wie auch internationale Folklore. Natürlich dürfen aber bei Interesse – und vor 
allem, wenn neue Griffe noch Probleme bereiten – alle Lieder einer Lektion gespielt werden. 
 
Das vorliegende Dokument versteht sich aber ausdrücklich nicht als eine Schule für 
Liedbegleitung, denn es enthält keinerlei Anweisungen oder Vorschläge für Schlag- oder 
Zupfmuster, ohne die Liedbegleitung auf der Mandoline nicht möglich sind. Es ist Sache des 
Instrumentallehrers, das nach Interesse und Können der Schülerin bzw. des Schülers 
festzulegen. Das vorliegende Dokument will lediglich progressiv geordnete Materialien für 
einen solchen Unterricht bereitstellen. Deshalb wird an dieser Stelle auch auf eine Erklärung 
der Akkordsymbole verzichtet. 
 
Bis inklusive Lektion 4 ist jeder Takt mit einer Akkordbezeichnung versehen, auch wenn kein 
Akkordwechsel stattfindet. Ab Lektion 5 wird auf die international übliche Notierung 
gewechselt: Akkordbezeichnungen sind nur bei Akkordwechseln notiert. Bei der Wahl der 
Tonarten wurde auf vernünftige Singbarkeit Rücksicht genommen. Die Melodien sind stets so 
notiert, dass sie auf der Mandoline in der ersten Lage gespielt werden können. 
 

Technische Hinweise zu den Noten 
 
Leider war das verwendete Notendruckprogramm nicht dazu zu bewegen, Notenschlüssel und 
Vorzeichen am Anfang jeder Notenzeile anzuzeigen, wie das eigentlich sein sollte. Im 
Bedarfsfall möge das also bitte handschriftlich nachgetragen werden. Außerdem war es nicht 
in der Lage, Auftakte korrekt zu behandeln – Auftakte werden also leider immer als Takt 1 
bezeichnet, der erste Volltakt als Takt 2. Ich bitte um Nachsicht für diese satztechnischen 
Fehler. 
 

Rechtliche Hinweise 
 
Dieses Dokument darf für Unterrichtszwecke verwendet und kopiert werden. Eine 
kommerzielle Verwertung jeder Art bedarf der schriftlichen Genehmigung des Autors 
(Kontaktadresse: grimminger@mandoline.de). 



aus FrankreichDt. Text: überliefert

C

-21-

1

Bru-

C

der Ja- kob, Bru-

C

der Ja- kob. Schläfst

C

du noch? Schläfst

C

du noch?
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5

Hörst

C

du nicht die Gloc- ken? Hörst

C

du nicht die Gloc- ken? Ding,

C

Dang, Dong. Ding,

C

Dang, Dong.



Volkslied

C

-21-

G7

12--

1

Ich

Und

ken-

so

C

ne

reit'

ei- nen

der

Cow-

Cow-

C

boy,

boy,

der

der

Cow-

Cow-

C

boy

boy

der

der

heißt

reit'

Bill,

so,

G7

und

und
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6

wenn

so

G7

der

reit'

Cow- boy

der

rei-

Cow-

G7

ten

boy,

will dann

der

steht

Cow-

G7

mein

boy,

Her-

der

ze

reit'

still.

so.

C



aus den USA

C

-21-

G7

12--

1

Flies

C

in the but- ter-milk, two

C

by two, flies

G7

in the but- ter-milk, two

G7

by two,

5

flies

C

in the but- ter- milk, two

C

by two. Skip

G7

to my Lou, my dar-

C

ling.

9

Skip,

C

skip, skip

C

to my Lou. Skip,

G7

skip, skip

G7

to my Lou.
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13

Skip,

C

skip, skip

C

to my Lou. Skip

G7

to my Lou, my dar-

C

ling.



Anton Wilhelm von Zuccalmaglio (1803 - 1869)

C

-21-

G7

12--

1

Kein

Da

Dass

Nun

schö-

ha-

wir

Brü-

ner

ben

uns

der

Land

wir

hier

ei-

C

in

so

in

ne

die-

man-

die-

gu-

ser

che

sem

te

Zeit,

Stund'-

Tal

Nacht,

G7

als

ge-

noch

der

hier

ses-

tref-

Herr

das

sen

fen

im

uns-

da

so

ho-

C

re

in

viel

hen

weit

fro-

hun-

Him-

und

her

dert-

mel

5

breit,

Rund

mal,

wacht

G7

wo

und

Gott

in

wir

ta-

mag

sei-

uns

ten

es

ner

fin-

sin-

schen-

Gü-

C

den

gen,

ken,

te,

wohl

die

Gott

uns

un-

Lie-

mag

zu

ter

der

es

be-

Lin-

klin-

len-

hü-

G7

den

gen

ken,

ten

zur

im

er

ist

A-

Ei-

hat

er

bend-

chen-

die

be-
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8

zeit.

grund.

Gnad.

dacht.

C

Wo

Und

Gott

In

wir

ta-

mag

sei-

uns

ten

es

ner

fin-

sin-

schen-

Gü-

C

den

gen,

ken,

te,

wohl

die

Gott

uns

un-

Lie-

mag

zu

ter

der

es

be-

Lin-

klin-

len-

hü-

G7

den

gen

ken,

ten

zur

im

er

ist

A-

Ei-

hat

er

bend-

chen-

die

be-

zeit.

grund.

Gnad.

dacht.

C



Volkslied

C

-21-

G

21--

G7

12--

1

Heut'

Hans

C

kommt

isst

der

den

Hans

Schwei-

G

zu

zer-

mir,

käs'

freut

oh-

G

sich

ne

die

Ge-

Lies'.

biss.

C

5

Ob

Ob

C

er

er

a-

a-

ber

ber

ü-

mit

ber

dem

O-

O-

G7

ber-

ber-

am-

kie-

mer-

fer

gau

kaut

o-

o-

G7

der

der

a-

a-

ber

ber

ü-

mit

ber

dem

Un-

Un-

C

ter-

ter-

am-

kie-

mer-

fer

gau

kaut
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9

o-

o-

C

der

der

a-

a-

ber

ber

ü-

ü-

ber-

ber-

haupt

haupt

G

nicht

nicht

kommt,

kaut,

das

das

G7

ist

ist

nicht

nicht

g'wiss!

g'wiss!

C



aus den USA

C

-21-

G

21--

G7

12--

1

Rock

C

my soul in the bo-

C

som of A- bra-ham, rock

G

my soul in the bo-

G

som of A- bra-ham,

5

rock

C

my soul in the bo-

C

som of A- bra- ham,

G7

oh, rock- a my soul.

C

9

So

C

high you can't

C

get o- ver it, so

G

low you can't

G

get un- der it,
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so

C

wide you can't

C

get round of it,

G7

oh, rock- a my soul.

C



Musik: Wenzel Müller (1759 oder 1767 - 1835)Text: Adolf Bäuerle (1786 - 1859)

C

-21-

G

21--

G7

12--

1

Kommt

Lie-

ein

ber

Vo-

Vo-

C

gel

gel,

ge-

fliege

flo-

wei-

G

gen,

ter!

setzt

Nimm

sich

ein

nie-

Gruß

G7

der

mit

auf

und

mein

ein
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5

Fuß.

Kuss.

C

Hat

Denn

ein

ich

Zet-

kann

C

tel

dich

im

nicht be-

Schna-

glei-

G

bel,

ten,

von

weil

der

ich

Liebs-

hier

G7

ten

blei-

ei-

ben

nen Gruß.

muss.

C



aus den USA

C

321-

G

21--

G7

12--

1

In a ca-

C

vern by a can-

C

yon ex- ca- va-

C

ting for a

5

mine,

G

dwellt a mi-

G7

ner, four- ty- ni-

C

ner, and his daugh-

G

ter Cle- men-

9

tine.

C

Oh my dar-

C

ling, oh my dar-

C

ling, oh my dar-

C

ling Cle- men-
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13

tine,

G

thou art lost

G7

and gone for- e-

C

ver, dread- ful sor-

G

ry, Cle- men- tine.

C



Melodie aus ItalienText volkstümlich

C

321-

G

21--

G7

12--

1

Mein Hut,

C

der hat drei Ec-

G

ken, drei Ec-

G7

ken hat mein Hut.

C

Und
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6

hätt'

C

er nicht drei Ec-

G

ken, dann wär's

G7

auch nicht mein Hut.

C



aus Frankreich

C

321-

G7

12--

G

21--

1

Sur

Kennt

C

le

ihr

pont

schon

d'A-

A-

G7

vig-

vig-

non

non?

l'on

Lasst

C

y

uns

dan-

tan-

se,

zen,

l'on

lasst

G

y

uns

dan-

tan-

se.

zen!

Sur

Kennt

C

le

ihr

pont

schon

6

d'A-

A-

G7

vig-

vig-

non

non?

l'on

Lasst

C

y

uns

dan-

tan-

se

zen

tous

rund-

G

en

he-

rond.

rum!

C

Les

Die

9

beaux

Män-

C

mes-

ner

sieurs

ma-

font

chen

comm’

so

G

ça.

C

Et

und

C

puis

dann

en-

wie-

core

der

comm’

so.

G

ça.

C

13

Sur

Kennt

C

le

ihr

pont

schon

d'A-

A-

G7

vig-

vig-

non

non?

l'on

Lasst

C

y

uns

dan-

tan-

se,

zen,

l'on

lasst

G

y

uns

dan-

tan-

se.

zen!

www.mandoline.de - 2008 Seite 14 von 41

17

Sur

Kennt

C

le

ihr

pont

schon

d'A-

A-

G7

vig-

vig-

non

non?

l'on

Lasst

C

y

uns

dan-

tan-

se

zen

tous

rund-

G

en

he-

rond.

rum!

C



Shanty aus EnglandDt. Text: überliefert

Am

-321

G

21--

1

What

Ho,

Am

shall

un-

we

ser

do

Maat,

with

der

the

hat

drun-

schief

ken

ge-

sai-

la-

lor?

den,

What

ho,

G

shall

un-

we

ser

do

Maat,

with

der

the

hat

drun-

schief

ken

ge-

sai-

la-

lor?

den,

5

What

ho,

Am

shall

un-

we

ser

do

Maat,

with

der

the

hat

drun-

schief

ken

ge-

sai-

la-

lor

den

ear-

mor-

G

ly

gens

in

in

the

der

mor-

Frü-

Am

ning.

he.

9

Hoo-

He-

Am

ray

jo,

and

hin-

up

auf

she

das

ri-

Se-

ses,

gel,

hoo-

he-

G

ray

jo,

and

hin-

up

auf

she

das

ri-

Se-

ses,

gel,
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hoo-

he-

Am

ray

jo,

and

hin-

up

auf

she

das

ri-

Se-

ses

gel

ear-

mor-

G

ly

gens

in

in

the

der

mor-

Frü-

Am

ning.

he.



aus den USADt. Text: überliefert

G

21--

D7

23-1

G7

12--

C

321-

Am

-321

1

Hab'

Sin-

'ne

ging

Tan-

ja

G

te aus

ja

Ma- rok-

jip-

ko,

pie,

und

jip-

sie

pie,

kommt,

yeah,

hipp

hipp

hopp.

hopp.

Hab'

Sin-

'ne

ging

4

Tan-

ja

te aus

ja

Ma- rok-

jip-

ko,

pie,

und

jip-

sie

pie,

kommt,

yeah,

D7

hipp

hipp

hopp.

hopp.

Hab'

Sin-

'ne

ging

Tan-

ja

G

te aus

ja

Ma- rok-

jip-

G7

ko,

pie,

hab'

jip-

'ne

pie,
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7

Tan-

ja

C

te aus

ja

Ma- rok-

jip-

Am

ko,

pie,

hab'

jip-

'ne

pie,

Tan-

ja

G

te aus

ja

Ma- rok-

jip-

D7

ko,

pie,

und

jip-

sie

pie

kommt,

yeah,

G

hipp

hipp,

hopp.

hopp.



aus den USA

G

21--

D7

23-1

Am

-321

C

321-

1

Hang

G

down your head, Tom Doo- ley, hang down your head and cry.

D7

5

Hang down your head,

Am

Tom

D7

Doo- ley, poor boy, you'rebound

C

to die.

G

9

I

This

G

met

time

her on

come

the

to-

moun-

mor-

tain,

row,

and

rec-

there

kon

I took

where

her

I'll

life.

be.

D7
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13

I

Down

met

in

her

some

on

lone-

Am

the

some

moun-

val-

D7

tain

ley,

and

han-

stabbed

gin' from

her

a

with

white

C

my

oak

D.C. al Fine

knife.

tree.

G



aus der Karibik

G

21--

D7

23-1

G7

12--

C

321-

Am

-321

4
4

1

We come

G

on the sloop John B., my grand- fa- ther and me. A-

6

round Nas- sau town we did roam.

D7

Drin- king all night,

G G7

got in- to a

12

fight,

C Am

well I feel

G

so broke up,

D7

I wan- na go home.

G

So

18

hoist

G

up the John B's sails, see how the main sail sets, call for the cap- tain a-

23

shore, let me go home.

D7

Let me go home,

G G7

I wan- na go

www.mandoline.de - 2008 Seite 18 von 41

28

home,

C Am

Well I feel

G

so broke up,

D7

I wan- na go home.

G



Volkslied

G

21--

D

2--1

D7

23-1

1

Ein

Die

Der

Vo-

Dros-

Sper-

G

gel

sel

woll-

war

ber,

te

der

der

Hoch-

Bräu-

Sper-

D

zeit

ti-

ma-

gam,

ber,

chen

die

der

4

in

Am-

war

G

dem

sel

der

grü-

war

Hoch-

nen

die

zeits-

Wal-

Brau-

wer-

D

de.

te.

ber.

Fi-

Fi-

Fi-

de-

de-

de-

ral-

ral-

ral-

G

lal-

lal-

lal-

la,

la,

la,

fi-

fi-

fi-

de-

de-

de-
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7

ral-

ral-

ral-

D

lall-

lall-

lall-

a,

a,

a,

fi-

fi-

fi-

de-

de-

de-

ral-

ral-

ral-

G

lal-

lal-

lal-

lal-

lal-

lal-

D7

lal-

lal-

lal-

la.

la.

la.

G



aus den USA

G

21--

D

2--1

C

321-

1

Good

Fare-

Sweet

G

night,

well,

dreams,

La-

La-

La-

dies!

dies!

dies!

Good

Fare-

Sweet

night,

well,

dreams,

La-

La-

La-

D

dies!

dies!

dies!

Good

Fare-

Sweet

G

night,

well,

dreams,

6

La-

La-

La-

C

dies!

dies!

dies!

We're

We're

We're

going

going

going

G

to

to

to

leave

leave

leave

D

you

you

you

now.

now.

now.

G

Mer-

G

ri- ly we roll a- long,
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10

roll

D

a- long, roll

G

a- long. Mer- ri- ly we roll a- long o'er

D

the deep blue sea.

G



aus Schottland

Am

-321

G

21--

C

321-

D

2--1

1

Are

Am

you go- ing to Scar-

G

bo- rough fair?

Am C

Pars- ley,

7

sage,

Am

rose- ma-

D

ry and thyme.-

Am

Re- mem- ber me

C

to one who lives
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14

there,

G

for she

Am

once was

G

a true love of mine.

Am



aus Englanddt. Text: überliefert

Am

-321

Em

-21-

1

He-

Am

jo,

Em

spann

Am

den Wa- gen an,

Em

sieh'

Am

der Wind

Em

treibt Re-

Am

gen ü- bers Land.

Em
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5

Hol

Am

die gold- nen Gar-

Em

ben, hol

Am

die gold- nen Gar-

Em

ben. He!

Am



aus Norddeutschland

G

21--

D7

23-1

D

2--1

C

321-

Em

-21-

Am

-321

1

Dat

Kumm

G

du

du

min

üm

Leev-

Mid-

D7

sten

der-

büst,

nacht,

dat

kumm

G

du

du

woll

Klock

weeßt.

een!

D

5

Kumm

Va-

C

bi

der

de Nacht,

slöpt,

kumm

Mo-

G

bi

der

de Nacht,

slöpt,

Em

segg

ick

Am

wo

slaap

du

al-

D7

heßt.

leen.

G
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9

Kumm

Va-

C

bi

der

de Nacht,

slöpt,

kumm

Mo-

G

bi

der

de Nacht,

slöpt,

Em

segg

ick

Am

wo

slaap

du

al-

D7

heßt.

leen.

G



Musik: aus SchottlandText: Robert Burns (1759 - 1796)

D

2--1

A7

2311

G

21--

1

Should auld

D

ac- quain- tance be

A7

for- got, and ne-

D

ver brought to

5

mind?

G

Should auld

D

ac- quain- tance be

A7

for- got, and days

G

of auld

A7

lang

9

syne?

D

For auld lang syne,

A7

my dear, for auld

D

lang syne,

G

we'll
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14

take

D

a cup o' kind-

A7

ness yet, for auld

G

lang

A7

syne.

D



Volkslied

G

21--

C

321-

D7

23-1

D

2--1

A7

2311

1

Bol-

In

le rei-

Pan-

G

ste

kow

jüngst

gab's

zu

kein

Pfing-

Es-

C

sten,

sen,

nach

in

Pan-

Pan-

D7

kow

kow

war

gab's

sein

kein

Ziel.

Bier.

G

Da

War

ver-

6

lor

al-

er

les

sei-

uff-

nen

je-

Jüng-

fres-

C

sten

sen

janz

von

plötz-

frem-

D7

lich

den

im

Leu-

Je-

ten

wühl.

hier.

G

'Ne

Nich'

vol-

ma'

D

le

'ne

hal-

But-

be

ter-

Stun-

stul-

de

le

hat

hat

12

er

man

A7

nach

ihm

ihm

re-

je-

ser-

D

spürt.

viert!

D D7

A- ber den-

G

noch hat sich Bol-

C

le janz köst-

D7

lich a- mü-
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siert.

G

A- ber den- noch hat sich Bol-

C

le janz köst-

D7

lich a- mü- siert.

G



Volkslied

D

2--1

A

4311

G

21--

1

Drei

D

Chi- ne- sen mit dem Kon-

A

tra- bass, die sas- sen auf der

6

Stras- se und er- zähl-

D

ten sich was. Da kam die Po- li- zei: "Ja, was
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Stephen Foster (1826 - 1864)
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Musik: VolksliedText: Heinrich Wagner (1783 - 1863)
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Musik: Friedrich Silcher (1789 - 1860)Text: Heinrich Heine (1797 - 1856)
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Melodie aus Irland oder SchottlandText: John Newton (1725 - 1807)
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SweetHarmonies from Little
amy kre itzer

Mandolin Playing in

Minneapolis and St. Paul
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Wooden Boxes
At the close of the nineteenth

century, a new and distinctive sound

caught the ears of Minnesotans rang-

ing from poor Italian immigrants to

affluent young men. The captivating

sound came from a small, eight-

stringed wooden instrument called the

mandolin. While modern listeners

associate it with bluegrass and folk

music, a hundred years ago mandolins

were welcomed in the realms of classi-

cal and popular music.

Between 1890 and 1920, the golden

age of the mandolin, traveling concert

The Albert Bellson Mandolin Quartet, late 1930s:

(clockwise from lower left) Bellson and Wallace

Ziebarth with mandolins, Clifton Peterson with

mandocello, and Vergel Vanzora with mandola



A round-back Italian mandolin, advertised for $25 in a

P. Benson Musical Merchandise catalog, 1912

220 MINNESOTA HISTORY

artists, vaudeville performers, and
local teachers inspired thousands of
amateur musicians around the country to take
up the instrument. Forming mandolin clubs, the
musicians made warm, mellow sounds together for
appreciative and enthusiastic listeners. As the decades
passed, orchestral ensembles, including guitars and
other fretted instruments, entertained listeners at large
concerts and on the radio. By the 1940s, however, musi-
cal tastes had changed, and amateur music making had
taken a back seat to other, more passive entertainments.
The era of the mandolin drew to a close.1

While mandolin clubs thrived for a time in Minne-
sota cities including Brainerd, Stillwater, Mankato, Elk
River, Spring Valley, and St. Cloud, Minneapolis and
St. Paul were the vital hub of mandolin playing in the
Upper Midwest. They boasted professional mandolin-
ists, a few of them of national reputation, and hosts of
amateur players. Schools offered instruction, and many
local businesses catered to players by selling instru-
ments, strings, and music. Minneapolis was even home
to a handful of mandolin makers.2

From the late 1880s to the 1940s, more than 50
mandolin ensembles flourished in the Twin Cities, in-
cluding women’s, men’s, children’s, and mixed groups.
Their repertoire included opera arrangements, marches,
overtures, waltzes, two-steps, galops, mazurkas, polkas,
quadrilles, character pieces, and programmatic works.
Ensembles performed in homes, churches, parks,
opera houses, lakeside hotels, and amusement parks,
to name a few venues. They played for events including
receptions, weddings, and socials. The Aeolian Man-
dolin Orchestra even played over the telephone, giving
a concert in 1900 to friends in Minneapolis, Anoka,
Buffalo, and Wahpeton, North Dakota.3

The mandolin originated in Italy in the eight-
eenth century. Although there were several regional
variants, the design codified by the Vinaccia family of
Naples became most common.4 This Neapolitan man-
dolin has eight strings grouped in four pairs and tuned
in fifths to the same pitches as the violin (g-d′-a′-e″ ).

Amy Kreitzer is a librarian and assistant professor at the College
of St. Catherine, St. Paul. She has previously written about the
history of English flutes in The Galpin Society Journal.

Unlike violins, however, mandolin
fingerboards have metal frets,
and players activate strings
with a pick or plectrum
rather than a bow. Because
the resulting sound decays
rapidly, players sustain tones
by a rapid up-and-down plec-

trum motion, a technique
called tremolo.

Until about 1910, most Italian man-
dolins had rounded backs made from thin strips of
wood, called ribs. High-quality instruments might have
more than 40 ribs as well as lavish decoration in ebony
and mother of pearl. Mandolin tops were flat with an
angle just below the bridge.
During the 1890s several American companies

began crafting mandolins. The largest, Lyon & Healy
Company of Chicago, manufactured the popular
Washburn line, by 1894 producing more than 7,000
mandolins a year. In the same year Orville Gibson, an
instrument maker in Kalamazoo, Michigan, began radi-
cally redesigning the instrument by applying principles
from violin construction. Instead of bending strips of
wood to create a bowl or pear-shaped back, he carved
the back and top out of single, thin pieces of wood.
These new mandolins had a bigger, louder sound.
Some models had asymmetrical, Art Nouveau-inspired
shapes and decorative curlicues. By the 1910s the
Gibson Mandolin-Guitar Company aggressively mar-
keted a whole family of mandolins in different sizes—
mandolins, mandolas, mandocellos, and even mando-
basses. While many other styles existed, most Minne-
sota mandolinists played either traditional round-back
or Gibson-style instruments.5

The mandolin’s popularity stemmed in part from
the ease with which it could be learned. Beginners
could acquire basic techniques fairly rapidly. In addi-
tion, mandolins could be purchased from local dealers
for less than $10 in the 1890s, and lessons were inex-
pensive. Mandolins were portable and easily taken on
outings and vacations. Some people reportedly carried
mandolin cases simply to appear stylish. Because man-
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dolins could be played in ensembles, they offered
social advantages as well. One 1930s advertisement,
for example, promised players “good times, popularity,
companionship, travel and education.”6

The event that set off the national mandolin craze
in the United States was a visit in 1880 by the Figaro
Spanish Students, a troupe of about 20 young men
from Madrid who played bandurrias and guitars.
Although the bandurria and the mandolin are not very
similar—the guitar-like bandurria has 14 gut strings
tuned in fourths instead of fifths—most Americans, who
had never seen a mandolin, assumed the bandurrias
were mandolins. The highly entertaining Spanish
Students, who wore exotic costumes and played from

memory with impeccable technique, toured both North
and South America, creating a sensation wherever they
went. Noticing their success, an enterprising New York-
er named Carlo Curti recruited some fellow Italian vio-
linists to form their own Spanish Student group. These
Italians, however, played mandolins because the instru-
ments were much easier to obtain and the tuning was
familiar. Furthermore, American audiences failed to
notice the difference. Other counterfeit groups soon
followed, and in this way America acquired its first gen-
eration of professional mandolinists.7

Minneapolis was visited by at least one Spanish
Student company in October 1891, when a group
advertised as “the World Renowned Spanish Students
From the Royal Conservatoire, Madrid” and a Spanish
dancer named Carmencita played at the Grand Opera
House. According to theMinneapolis Tribune, “This fea-
ture proved entertaining by reason of its novelty and
the excellence of the playing. . . . The students played
Carmencita’s music, too, which was played with the
expression peculiar to Spaniards, and which, of course,
added much to the effect.”8

Three resident Italian immigrants contributed to
the growing popularity of the mandolin in the Twin
Cities. The earliest was Anacleto Montanelli, a man-
dolin teacher who arrived in Minneapolis in about
1887. He opened a mandolin and guitar studio on
Nicollet Avenue, where he also sold and repaired the
instruments. The following year, Montanelli founded
the Minneapolis Mandolin and Guitar Club, the area’s
first. It debuted on March 31, 1888, at an Apollo Glee
Club concert at the Grand Opera House. Before a
packed house members played three pieces on seven
mandolins and two guitars.9

Two months later, Montanelli’s club put on its own
concert at Harmonia Hall in Minneapolis, playing a
Suppé overture, two marches, and a Spanish waltz. A
newspaper reviewer described his impressions: “It was
an entirely novel and unusual entertainment. . . . The
mandolin is an instrument little known in this country,
but in the hands of an expert produces a very fine, fas-
cinating kind of music, simple and having strict limita-
tions but possessing a peculiar charm.” The next year,
Montanelli’s club admitted six women members and
gave a concert described as “one of the most successful
home talent concerts of the season.” It also gave a per-
formance at the Lake Harriet band shell, billed as a

Portability and ease of learning helped make the mandolin

popular (photo ca. 1910).
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women’s group, according to one news
item: “Century Hall was well filled last
evening in compliment to Gino L.
Perera and his mandolin clubs . . . and
it was a pleasing success. The Ladies’
Club . . . is composed of a dozen or
more well known ladies, and in a con-
certed number with the Florentine
Club they acquitted themselves with
credit as mandolin players.”11

During the Minneapolis Summer
Carnival of 1893, one of Perera’s clubs
appeared in two concerts with the John
Philip Sousa Band, playing a Spanish
folksong as part of the grand finale,
which was a Sousa composition called
Salute of the Nations to the Columbian
Exposition. According to theMinnea-
polis Tribune, “The Salute opened with
the blast of trumpets and rattle of
drums to proclaim the anniversary of
the discovery of America, rapidly fol-
lowed by different national airs, in
which the band, [a 900-voice] chorus,
and incidentally a fife and drum corps,
Perera’s group of mandolin players,
and two bag pipers played a part.”
(One wonders how the mandolins
could be heard above the din.) Al-
though Perera moved to Brussels,
Belgium, in about 1900, by 1904 he
had returned to Minneapolis where
he directed the Central High School
Mandolin Club and the Perera Mando-
lin Club. After 1905, like Montanelli,
he disappeared from the Minneapolis
scene.12

In 1883 a third Italian mandolinist,
Tomaso (Thomas) Di Giorgio, arrived
in Minneapolis to stay, becoming a

theater musician, composer, arranger, and teacher of
mandolin and guitar. During the late 1890s he directed
the 21-member Flour City Mandolin Club, which,
according to theMinneapolis Journal, had “an extensive
repertoire of high-grade music” and was “one of the
most popular and capable musical organizations of the
city.” A 1902 concert of Di Giorgio’s Dilettanti Mando-
lin Orchestra was noted this way in The Cadenza, one of

“Grand Sacred Concert, Vocal and
Instrumental, by Signor Vegara, Assisted
by Signor Montanelli’s Celebrated
Venetian Mandolin Orchestra.” In July
Montanelli played at a less sublime
venue: Minneapolis’s Dime Museum,
where people viewed curiosities such
as eight-footed horses and fighting kan-
garoos. Perhaps Montanelli went on to
a career on the vaudeville circuit, since
he seems to have left the area by 1890.10

Another Italian who popularized the
mandolin in the Twin Cities was Gino L.
Perera, who may also have been the
Italian consul in Minneapolis. In the
1890s he taught mandolin and guitar at a studio on
Nicollet Avenue and at St. Joseph’s Academy, a school
operated by the Sisters of St. Joseph on Marshall
Avenue in St. Paul. Perera directed several mandolin
groups, including one that was part of Minneapolis’s
Filharmonix Club, an ambitious amateur musical soci-
ety that hosted a glee club, string orchestra, and banjo
group. He also directed other ensembles, including a

Advertisement for

Carmencita and a group of

Spanish Student

mandolinists (Minneapolis

Tribune, Oct. 18, 1891)

Gino Perera popularized the mandolin as

a teacher and director of several clubs,

including the University of Minnesota’s

1899 Mandolin and Guitar Club.
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Eventually, Shibley joined the faculty of the MacPhail
School of Music, and by 1914 he had married one of
his students, Catherine Salter, with whom he taught
until his death in 1931. Catherine continued at Mac-
Phail until about 1947 and taught fretted instruments
in her home until 1968. The couple’s careers in Min-
neapolis thus spanned nearly 80 years.14

Although mandolin clubs caught on slowly in
St. Paul, its first group, the Twin City Mandolin and
Guitar Club, was one of the state’s longest-lived. The
group’s earliest surviving program is from an 1891 con-
cert at the English Lutheran Church of the Redeemer,
where the club performed the “Skater’s Waltz” and a
selection from Verdi’s Il Trovatore on a bill with the Ideal
Banjo Orchestra, a zither soloist, and other musicians.15

The club’s most prominent members were co-
founders Frederick Swanson and Anthony L. Snyder.
Swanson, a native of Red Wing, taught mandolin and

the nation’s foremost fretted-instrument periodicals:
“The listener is charmed by the evident musicianly
evenness of its members and impressed by the influ-
ence of its director. Their work throughout was colored
by a warm southern expression . . . a graceful, emotion-
al understanding of each selection that was thoroughly
human.” Di Giorgio directed a mandolin orchestra as
late as the 1920s, and his wife Laurentina and daugh-
ter Fortunata were also players and members of the
local musicians’ union.13

Sharing credit for popularizing the mandolin in
Minneapolis was Charles Shibley from Oswego, New
York. He taught a wider variety of instruments than
the Italians, also being skilled on the banjo, guitar,
and zither. This versatility enabled him to direct many
fretted-instrument clubs during the 1890s, including
the Hollow Cove Banjo Club, Concert Banjo Club,
Crescent Banjo Club, Alpine Zither Club, Florentine
Mandolin Club, and Florentine Mandolin Sextet.

The long-lived Twin City Mandolin Club, including a 12-stringed mandolin, guitar, and violin, about 1900
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guitar in St. Paul, directed the Twin City Mandolin
Club until 1906, and composed and published sheet
music, including the very popular “Minnesota Street
Rag March” (1903). Snyder played the banjo in vaude-
ville before moving to St. Paul in 1879, where he
taught mandolin, banjo, and guitar and directed the
Elk’s Banjo Club. When Swanson gave up directing the
Twin City club, Snyder took it over until it disbanded
in 1924.16

A much shorter-lived St. Paul club was the College
of St. Thomas Mandolin and Guitar Orchestra. Its
director was John Ryder, a teacher of fretted instru-
ments and the director of Ryder’s Mandolin Orchestra.
Playing first mandolin was a man of the cloth—the
Rev. John Lowry, a prefect at the college. At its largest
in 1896 with 10 mandolins, four guitars, a violin, flute,
banjo, and piano, the orchestra disappeared by 1900.17

A collegiate group demonstrating more staying
power was the University of Minnesota Mandolin Club,
one of the longest-lived and best-known mandolin
groups in Minnesota. Formed in 1892 after traveling
university glee and banjo clubs from Yale, Wisconsin,
and Michigan played in Minneapolis, the Mandolin
Club favored catchy popular tunes, with a sprinkling of
light classics. Succeeding Perera as its first paid director
in 1897 were Bert Rose, director of the university band,
and Thomas Di Giorgio, among others. The club also
elected student officers: in 1900 Charles Pillsbury was
president and his twin John Pillsbury its student leader.18

Membership in the club grew from 10 to more than
two-dozen players, and by 1897 it had gained a flute
and a harp guitar, a large guitar with an extension for
additional bass strings. Later the club acquired a
Symphony harp guitar, marketed nationwide by the
W. J. Dyer Company of St. Paul and played in many
mandolin orchestras across the country. In 1902 the
club gained a violin and percussion, until it peaked in
size with seven first mandolins, eight second mando-
lins, a mandola, six guitars, a flute, three violins, and a
violoncello.19

As the century turned, university mandolin and
glee-club concerts were major social events often held
off-campus in large halls. Governor Samuel R. Van Sant
and prominent families patronized the concerts, and
the Pillsburys, Lowrys, and Northrops reserved boxes.
TheMinneapolis Journal described one concert this way:
“There was a good audience to greet the young men
. . . and the reception given to both clubs was most
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The University of Minnesota Mandolin club, 1897; among the members (back row, center) are John Pillsbury

(with mandolin) and Charles Pillsbury (with guitar). A harp guitar is at upper left.
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hearty and encouraging. . . . The boxes were draped in
university colors and were occupied by numerous gay
parties. . . . The mandolin club made a distinct hit.”
The university’s clubs also played annual concerts in
St. Paul and Stillwater, provided music for university
events, and toured the state during Christmas and
Easter vacations in a chartered railroad car. Over the
years, they visited at least 46 towns in Minnesota, Iowa,
North Dakota, and Canada. Wherever they went, the
clubs did wonders for university public relations. A
1903 concert inspired the following observations by a
reviewer in Granite Falls, Minnesota: “The boys play
with a precision and snap which can only be the result
of careful training and long practice. One would not
believe that such sweet harmonies could be brought
out of these little wooden boxes.”20

University of Minnesota President Cyrus Northrop
thought highly of the clubs. When the University of
Chicago’s president disbanded musical clubs in 1900
on the grounds that they caused students to neglect
their studies, Northrop was appalled, according to one
newspaper account: “I have no such designs upon the
musical element of our university. We have healthy glee
and mandolin clubs, and I say, may they live long and
prosper. I believe that college musical organizations are
just as healthy, ennobling, elevating and necessary
adjuncts to college life as football clubs.” Unfortunate-
ly, this endorsement did not translate into any financial
or administrative support from the university, and the
clubs struggled financially. Some of the tours resulted
in a deficit, and after the clubs returned home, they
gave extra concerts to pay off debts.21

From time to time, the clubs hired professional
business managers, but more often than not they were
elected from the clubs’ ranks. Organizing a tour was
arduous, because the manager had to travel the route
first to make arrangements and draw up contracts. If
fortunate, he obtained a money guarantee; if not, clubs
earned only a percentage of the receipts.
In 1901 Francis H. Robertson, the former director

of the disbanded University of Chicago club, was
elected director at Minnesota. The next concert
opened with a march of Robertson’s own composition
and featured him in two mandolin solos. Robertson,
who had studied with two virtuosi of the mandolin,
Salvatore Tomaso of Chicago and Giuseppe Branzoli of
Rome, also taught mandolin and guitar at the nearby
Northwestern Conservatory of Music. In December

1901 he began a series of five recitals assisted by the
University Mandolin Club. Seeking to bring out “all the
possibilities of the instrument,” he performed works by
Valentine Abt, Beethoven, Mascagni, Gounod, Verdi,
and others.22

By 1903, however, Robertson had left Minnesota,
and the club chose more music from popular genres.
By 1909 membership had started to drop, and despite
some attempts to revive it, lack of leadership and finan-
cial support soon brought about its demise at least a
decade before that of larger university mandolin clubs
such as Yale’s.23
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bles and teaching scores of students. According to
music historian Walter Carter, “The mandolin era had
the widest participation by women of any popular music
movement in history.”25 String instruments seem to have
been more socially acceptable for women than wind
instruments. Certainly, the mandolin craze created a
demand for teachers at a time when an increasing num-
ber of women were finding careers in music education.
Mattie Bartholomew, one of the region’s earliest

female mandolinists, taught mandolin, guitar, banjo,
and piano in Minneapolis beginning in 1895 and
directed the Wauping Mandolin, Banjo and Guitar
Club. She also taught at the Northwestern Conserva-
tory of Music with Charles Shibley, and the two of them
performed with the Elk River Mandolin Club in 1902.
Her career was cut short that year when she died of
typhoid fever.26

Across the river in St. Paul, Nellie Hope, an estab-
lished violin teacher and church musician, also taught
mandolin and directed mandolin orchestras. On the
faculty of Macalester College and several Catholic
schools, she gave mandolin lessons until about 1910 at
St. Agatha’s Conservatory of Music and Art, one of the
largest conservatories in the Upper Midwest. Hope’s
Ladies String Orchestra, the first women’s orchestra in
the region, included three mandolins, four violins, a
violoncello, and a guitar, and Hope was highly respect-
ed for her organizational and business abilities.27

Sr. Wilfrida Hogan of the Sisters of St. Joseph
taught mandolin, guitar, and other musical subjects for
more than 50 years at several Catholic schools around
the Twin Cities. Traveling to different schools, she was,
according to a history of the order, “considered a gad-
about, but with such dignified reserve that her trips
caused no comment.” Around 1900, while superior of
St. Joseph’s Convent in Marshall, Minnesota, Sr. Wil-
frida directed a mandolin orchestra for men and
women in the evenings. Returning to St. Paul to join
the faculty of the College of St. Catherine, she wrote
that the school’s mandolin and guitar instruction were
“as thorough and detailed as that for other instru-
ments. . . . Original classic selections are given which

While the university’s mandolin club was an all-male
organization, the campus boasted a number of women
mandolinists. In October 1908 the Girls Mandolin
Club formed, but despite ads recruiting more players
in theMinnesota Daily and an editorial suggesting that
it consolidate with the men’s club, the group topped
out at 15 members and disappeared after 1911.24

During the first decades of the century, when
women’s public lives were limited in scope, at least
seven Twin Cities women mandolinists are known to
have influenced the music scene by directing ensem-

Nellie Hope directed the St. Paul

Ladies String Orchestra, about 1895
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not only make the study more serious but afford infin-
itely greater entertainment to both the player and her
listener.”28

Teachers of mandolin frequently were skilled on a
variety of instruments, and Emma Greene, who began
giving lessons in 1905 in St. Paul, was no exception.
Over the next three decades, she taught mandolin,
guitar, banjo, steel guitar, ukulele, tenor banjo, and
tiple (a small guitar). Highly trained, she studied piano
at the New England Conservatory in Boston, as well as
fretted instruments with Andres Segovia and two
prominent East Coast teachers, Giuseppe Pettine and
A. J. Weidt. As a faculty member of the Macalester
College Conservatory and the MacPhail School of
Music, she directed ensembles of her students.29

Blondina C. Smith taught an equally wide variety
of instruments—mandolin, guitar, banjo, steel guitar,
ukulele, Irish harp, piano, and violin. Born in England,
she had studied mandolin, guitar, and banjo at the
Brighton Conservatory. Her teacher, Richard Harrison,
was a student of a famous Neapolitan mandolin virtu-
oso, Fernando De Cristofaro. Smith worked in New
York City and Roanoke, Virginia, before opening a stu-
dio in St. Paul about 1913. Later she was on the faculty
of MacPhail and other music schools, and she directed
the Northwest Mandolin Orchestra from about 1915
to 1930.30

MacPhail faculty member Grace Wentzel, a Shibley
student, also taught mandolin, banjo, and piano dur-
ing the 1920s. A biographical sketch from the time
noted that she directed MacPhail’s Banjo Quartette,
its Banjo and Mandolin Orchestra, which “has often
been heard over the radio,” and the Schiller School
Teachers’ Mandolin Club. For five years she was organ-
ist and choir director at the Norwegian Baptist Church,
but “owing to numerous engagements of the banjo and
mandolin orchestra, she was obliged to discontinue
church work.”31

In a state full of immigrants and children of
immigrants, it is not surprising that many turn-of-the-
century mandolin players had strong ethnic ties. In
1895, L. J. Lundgren of St. Paul, for example, published
Amatören, a Swedish-language newsletter for mandolin
and guitar players. A single extant issue includes music,
instructive articles, and a catalog of instruments avail-
able from Lundgren. Another Scandinavian business,
Benson Music House, an important supplier of fretted

instruments in Minneapolis, also claimed to be a manu-
facturer of mandolins and guitars. Four other small
Scandinavian firms in the city apparently made mando-
lins and guitars during the 1890s: the Larson Mandolin
Manufacturing Co., Levander & Ericson, Northwestern
Guitar & Mandolin Mfg. Co., and the Dahlman Manu-
facturing Company. Quite likely, however, these small
firms must have experienced difficulty competing with
large national firms; Dahlman, for example, aban-
doned mandolin making and began selling veneers.32

William Howard may have been the area’s only
African American teacher of mandolin and guitar
when he opened a studio in Minneapolis in 1901, but
he must have had compatriots, judging from Howard’s
1902 city- directory advertisement, which read:
“Colored Brass Band, Mandolin and Quartette Clubs
furnished at short notice.” Howard also directed the
Rosebud Mandolin Club, a group of about 21 young
white musicians. As late as 1925, he was also still direct-
ing Howard’s Military Band.33

Several Filipino groups in Minnesota played the
mandolin in combination with instruments from their
own culture. The Filipino Serenaders, a mid-1920s
quartet with two mandolins, a bandurria, and a guitar,
blended two Filipino musical traditions: the rondalla, an
ensemble of plucked string instruments including the
bandurria, and the estudiantina, a group which typically
included mandolins, violins, guitars, flutes, cellos, bass-
es, and percussion. One Serenader, Perfecto Biason,
played an American-style mandolin similar to a Gibson.34

In the 1920s a small stream of Filipino student
musicians who arrived at the University of Minnesota
formed the Philippinesotans, a group that sponsored
social events such as concerts, plays, and holiday cele-
brations. Among the string groups featured at these
functions was a quintet (including Biason) that played
around town and toured several states before returning
home to register for the fall quarter. In April 1922 the
Minnesota Alumni Weekly reported that the quintet “sup-
plied the orchestration between the acts at the Shubert
Theater, Minneapolis, two weeks ago. . . . Their program

The Filipino Serenaders, about 1925: (standing, from left)

Fidel Ramirez and Perfecto Biason with mandolins and

Francisco Taberner with small guitar; (seated) Rudolph

Runez with bandurria
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is usually a selection of haunting Philippine airs and
Spanish love songs.” If these musicians supported them-
selves by playing, they were unusually fortunate, since
many students left school because of economic hard-
ship. Nevertheless, in 1921 the civic-minded Philippin-
esotans were the first group to offer funds to help build
Cyrus Northrop Memorial Auditorium, completed in
1928 and still a venue for major musical events.35

Russian Minnesotans also combined the mandolin
with instruments from their own culture. For example,
St. Paul’s youthful Red Star or Balalaika Orchestra,
active during the 1930s, played Gibson-style mando-
lins, guitars, and balalaikas. Director and teacher Ivan
Kozek, a garment cutter, led the group in playing
music and traditional tunes by Russian composers,
accompanied by a group of young Russian dancers.36

The Ukrainian community of northeast Minnea-
polis also produced many mandolin players. While
Ukrainian communities in cities such as Detroit favored
the bandura, the lutelike national instrument, Minnea-
politans played the more easily obtained mandolins.
Most of the city’s Ukrainian churches sponsored man-

dolin orchestras for young people; consequently, many
children grew up playing traditional Ukrainian music
on round-back mandolins at church events. Mando-
linist Peter Ostroushko remembers that players from
St. Michael’s Ukrainian Orthodox Church rarely mixed
with players at St. Constantine’s Ukrainian Catholic
Church across the street. In contrast, Winnipeg’s
Ukrainian mandolin orchestras, which were affiliated
with ethnic labor organizations, drew players from
around the city.37

By the 1920s mandolin groups in the Twin Cities
were suffering a reversal of fortune. Many orchestras
had disbanded because loud Dixieland jazz and dance
orchestras overpowered the instrument’s delicate sound.
Another fretted instrument, the tenor banjo, projected
sound much better, and soon many amateur and pro-
fessional mandolinists moved over to the banjo. By
1930, for example, the 64 banjo players far outnum-
bered the 7 mandolinists in the Twin Cities’ musicians’
unions.38 Musicians played together in groups like the
MacPhail Banjo and Mandolin Orchestra, and some
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The Red Star Orchestra, directed by Ivan Kozek, shared the bill with Bellson’s Mandolin Quartet and a Ukrainian

amateur theater troupe at a Dayton’s Bluff Commercial Club performance in 1936
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mandolinists made the easy transition to the tenor
banjo, which was tuned the same as the mandola.
By 1930 the mandolin was also meeting competi-

tion from “Hawaiian” instruments, including ukuleles
and Hawaiian guitars. Hawaiian studios such as the
Mauna Loa Guitar School, the Kealoha Studio, the
Honolulu Conservatory of Music, and the Paradise
Islanders South Sea Island Studio sprang up around
the Twin Cities. Mandolinist Blondina Smith led one
of at least three full-fledged Hawaiian orchestras in
the area.39

Forestalling the decline of the mandolin in the
Twin Cities, however, were two exceptional and very
different individuals, Italian-born Albert Bellson and
Minneapolis-born Chester Gould. Over several dec-
ades, these nationally recognized leaders contributed
significantly to the cities’ musical life and extended the
longevity of the instrument whose popularity rapidly
diminished elsewhere around the country.
Albert Bellson, St. Paul’s last, and probably finest,

Italian mandolinist, was born Alfonso Balassone in

1897 near Salerno, where he sometimes played the
instrument by the light of an olive-oil lamp. The
Balassone family immigrated to the United States in
1906, changed their name to Bellson, and settled in
Rock Falls, Illinois. Albert began teaching mandolin at
age 11, and within two years he taught several dozen
students and served as an agent for the Gibson Com-
pany. At age 15 he became a professional member of
the American Guild of Banjoists, Mandolinists, and
Guitarists, an association of professional and amateur
players, publishers, and manufacturers that promoted
fretted instruments.40

At 18, Bellson left Rock Falls to study for three years
with Giuseppe Pettine, a famous mandolin virtuoso liv-
ing in Providence, Rhode Island. What the Juilliard
school was to the violin, Pettine’s school was to the
mandolin. When Bellson graduated, Pettine awarded
him the rarely bestowed diploma of mandolin soloist,
calling him “my most talented pupil.”41

In 1920 Bellson settled in St. Paul, where he opened
the Bellson School of Music in the Schiffmann Building

Mandolinists responded to the Hawaiian music craze in the 1930s with mixed groups such as this one.
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tet comprising two mandolins, a mandola, mandocello,
guitar, and piano, serving as musical director and fea-
tured soloist. An admiring reviewer in Salt Lake City
wrote, “His rendition of ‘Capriccio Spagnuolo’ by
Munier and the ‘First Prelude’ by Calace confirm him
as one of America’s premier artists.” Bellson also was a
featured soloist at Guild conventions in Los Angeles,
Toledo, Chicago, and Pittsburgh. At a rare solo per-
formance in St. Paul in 1928 he performed works by
Munier, Fantauzzi, Pettine, Marucelli, Mezzacapo, and
Calace.43

The talented player was also a busy director, leading
a mandolin orchestra from at least 1924 through the
early 1940s. In addition, during the 1930s and 1940s
he directed two fine mandolin quartets. The Bellson
Mandolin Quartet included Bellson and Wallace
Ziebarth on mandolins, Bellson’s wife Vergel Vanzora
on mandola, and Clifton Peterson on mandocello.
Nationally known, they were featured artists at the
1936 Guild convention in Minneapolis, where they
played Italian works for mandolin quartet, as well
as standard string-quartet literature. Bellson’s prize-
winning Romantic Quartet included Bellson, Vanzora,
and guitarist Vernon Eide.44

During the 1930s, Bellson also coached Taylor’s
Musical Strings, based in St. Paul’s Rondo neighbor-
hood. This group of African American girls played
mandolin, mandola, mandocello, guitar, and bass gui-
tar. Their repertoire included J. S. Bach, Stephen
Foster songs, Sousa marches, gospel tunes, and, when
their elders were not listening, the blues. Bellson
walked to Rondo to give private lessons once a week
and sometimes conducted. Youthful mandocellist
Evelyn Fairbanks described Bellson’s style of conduct-
ing in her book, The Days of Rondo:

He raised both hands chest-high with his elbows
sticking out. He looked at each of us, one at a time,
to make sure he had our attention. Then he made
the slightest movement with his baton and we started
to play. . . . With his hands, his head, his winged
arms, his facial expressions, and sometimes his entire
body, he made us play the song the way he felt it
should be played. When he led us in one of Sousa’s
marches, he created an entire parade for us to play
for. And when we played the lullaby “Mighty Like a
Rose,” it seemed he almost fell asleep before we tip-
toed to the final measure.”45

at St. Peter and Sixth Streets. Here he sold instruments
and music and gave lessons on the mandolin, guitar,
Hawaiian guitar, tenor banjo, ukulele, violin, and
accordion. Over the years his very successful business
moved to the Pittsburgh Building, the Bremer Arcade
on St. Peter Street, and, finally, the American National
Bank Building.42

Bellson quickly debuted as a concert mandolin
soloist, playing the most demanding classical Italian
mandolin works. During the summer of 1921, he
toured nationally with the Original Gibsonians, a sex-

Mandolinist and fretted-instrument teacher

Albert Bellson, about 1930
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Mandolins were also part of Bellson’s fretted-
instrument “plectrophonic” ensembles such as the
Bellson Hawaiian Serenaders, which included banjos,
mandolin-banjos, guitars, Hawaiian guitars, ukuleles,
and accordions.46 But a major change in popular cul-
ture was brewing, and the mandolin’s days of populari-
ty were numbered. Bellson’s large mandolin and plec-
trophonic groups disbanded sometime between 1942
and 1950. Mandolins and banjos had difficulty compet-
ing with recorded music, motion pictures, and other
entertainments that decreased the appeal of amateur
music making across the United States.
Minnesota’s second major fretted-instrument pro-

moter was Chester William Gould. Whereas Bellson was

known for artistry and impeccable technique, Gould
was a showman. Born in 1900 in Minneapolis, he was
educated at the College of St. Thomas and MacPhail
School of Music, where he probably studied with
Charles Shibley. After serving in the armed forces
during World War I, he opened the Gould Banjo-
Mandolin-Guitar Institute in 1923 on Eleventh Street.
Later, he operated a larger studio and music store at
1607 Nicollet Avenue.47

Gould did everything in a big way. His concerts were
crowd pleasers that featured costumed musicians, stu-
dent soloists, vocalists, dancers, baton twirlers, and
drum majors. He took his mandolin orchestra and
banjo band on many road trips to Guild conventions,

Vergel and Albert Bellson in their St. Peter Street store, St. Paul, about 1950
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the World’s Fair, and the Chicagoland Music Festivals.
After serving again in the armed forces during World
War II, Gould renamed his expanded studio the Gould
School of Music. Perhaps the largest school of fretted
instruments in the Midwest, it soon offered instruction
in piano, accordion, violin, woodwinds, brass instru-
ments, ballet, tap, and baton twirling. In 1947 Fretted
Instrument News called Gould “one of the leaders in
modern studio operation” and remarked that his en-
rollment had exceeded 1,000.48

President of the Guild from 1938 to 1942, Gould
managed and hosted several conventions in Minnea-
polis. Some 1,500 people attended the 1936 affair,
which began with a parade down Nicollet Avenue.
Among those marching were the Gould Banjo Band,
the Red Star Orchestra with its mandolins and bal-
alaikas, and even one of Bellson’s groups. Time maga-
zine noted that the “convention manager and official
host was Chester William Gould, 36, a big, loud-voiced
banjoist, organizer of the 50-piece Gould Mandolin
Orchestra, which this week was to perform a Mexican
Fantasia in costume, and of the champion 60-piece
Gould Banjo Band, which was to render a new arrange-
ment of Ravel’s famed Bolero.” After the even larger
1948 convention, Fretted Instrument News reported,
“Gould may well be proud of the work done. . . . By
tying this convention with the Minneapolis Aquatennial
celebration, the fretted instruments received nation-
wide publicity [through radio broadcasts and news-
reels] and certainly made Minneapolis fret-conscious.”
Gould’s bands marched in the parade and hosted a
concert at Lake Harriet.49

A street parade, Gould believed, was the best way to
advertise and promote fretted instruments to the larg-
est number of people in the shortest time. An expert
on organizing and training these bands, Gould appar-
ently had them execute all sorts of maneuvers, which
they practiced on Sundays at the Minneapolis Farmers’
Market. Although marching groups contained a few
mandolins, Gould favored banjos for their “cutting and
carrying tone quality. . . . Mandolin players should play
mandolin banjos. Mandola players should play tenor
banjos and guitar players should play guitar banjos,” he
opined. By the late 1940s, the mandolin was clearly
being left behind in Minnesota.50

In the summer of 1955 Gould, a survivor of two
world wars, fell from the roof of his studio while trying
to dismantle a sign and died. His band and school died

Minneapolis musician and showman Chester W. Gould,

about 1948
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with him. Albert Bellson’s teaching career lasted an-
other 20 years before his death in 1977. One of his last
mandolin students in the early 1960s was Richard Walz,
who recalled, “I thought he and I were the last man-
dolinists on the face of the earth.” Lacking the opportu-
nity to play mandolin in an orches-
tral setting, Walz gave up the instru-
ment and switched to the violin.51

Happily, there is a postscript.
Although mandolin orchestras vir-
tually disappeared after 1940, they
are enjoying a revival. Milwaukee’s
100-year-old mandolin orchestra is

going strong. Since 1991Minneapolis has been home
to the Minnesota Mandolin Orchestra, and some two-
dozen others around the country are rediscovering the
turn-of-the-century repertoire and performing new
compositions, as well. Bellson would have been pleased

to know that Walz is now a leading
exponent of Bellson’s Italian
school of mandolin playing and
that in 2000 the Twin Cities
hosted the annual meeting of the
Classical Mandolin Society, attend-
ed by many admirers of “sweet
harmonies from little wooden
boxes.”52 �
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Mandolin Mania in Buffalo’s Italian Community, 1895 to 1918

Jean Dickson
University at Buffalo (SUNY)

 The Estudiantina Figueroa, or so-called “Spanish Students” troupe landed in New York in 

1880 with bandurrias, exotic costumes and thrilling music, to receive an enthusiastic welcome.

The response was immediate and predictable – they were copied. 

 Their imitators, a group of Italian immigrants led by Carlo Curti, played mandolins 

instead of bandurrias, sparking a new musical enthusiasm in North America.  They called them-

selves the “Original Spanish Students” and toured the country for several years, entertaining 

people in towns and cities far from New York City.  Eventually, many of them settled down as 

music teachers and performers all around North America.  

 Carlo (or Carlos) Curti was a violinist who had come to New York in 1876 as a member 

of a French orchestra.  He later claimed responsibility for organizing the fake “Spanish student” 

troupe and another, more openly Italian, organization called the “Roman Students” (The Cadenza 

1909).  He eventually settled in Mexico City, where he taught mandolin, wrote operettas and 

a comic opera, and directed the orchestra at the Orrin theater, before returning to New York in 

1902 (The Cadenza 1902).

 He also composed music for mandolin orchestras, often in a Spanish or Mexican style.  

One of his best known works was “Flor de Mexico” or “Flower of Mexico” (Fig. 1) (Curti 

1903:46-47).

 Mandolins had several advantages for a country like the US in the 19th and early 20th 

century, where people were often on the move.  Mandolins were portable, relatively easy to learn 

to play at least on a beginner level, the sound carried well, and they could be used to play a wide 

range of musical styles.  The mandolin carried an image of European culture and sophistication, 

and this was welcome especially in the many relatively isolated towns and cities in North Ameri-

ca where people were hungry for culture and entertainment.
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  Besides Carlo Curti there were many other Italian immigrants who were very infl uential 

in spreading the mandolin-playing enthusiasm across the USA.  The most prominent was Gi-

useppe Pettine, who arrived in Providence, Rhode Island, from Isernia, Italy, a virtuoso perform-

er, composer, and nationally known teacher of mandolin technique.  He is credited with promot-

ing the “duo style” of mandolin playing, in which one player plays both the rhythmic chords and 

the lyric melodic line at once, combining single strokes and tremolo.

 Other Italian virtuosos who made names for themselves playing mandolin in the USA 

(primarily on the East Coast) included Stellario Cambria and Vincenzo Carli, both of whom also 

settled in Providence.

Tig. 1:  The Flower of Mexico (Curti 1903).
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 Buffalo in the late 19th and early 20th century was a thriving industrial and trade city, 

and had already built a strong musical foundation and a progressive record in public education.

Throughout the 19th century the city experienced waves of immigration, mostly English, Ger-

mans and Irish until the last two decades, when Italians and Poles came in large numbers.  

 By the time Italian immigrants began to arrive in large numbers, the city was run primar-

ily by the “American” (English origin) Protestants and the Germans, who were mostly Catholics 

(although a few were Jews or Protestants), with Irish fi lling the lower middle-class positions in 

society.  Italians and Poles had to enter at a lower social rung.  Many young Italian immigrant 

men graduated from the local colleges and entered the ranks of attorneys, pharmacists and physi-

cians, while educated young Italian women became teachers, pharmacists and nurses; other Ital-

ian men became successful in civil service or political positions.  The majority worked in manual 

labor and skilled labor jobs, as railroad workers, street peddlars, stonemasons, carpenters, and 

farm laborers.   Many founded small businesses, such as barbershops, groceries, shoe stores, etc., 

while a few became relatively wealthy and built manufacturing plants, usually producing food 

products for the Italian immigrant market.

 While Buffalo attracted Italian immigrants from all over Italy, the Sicilians were the most 

numerous. Thanks to local Italian newspaper editor, amateur historian, and author Ferdinand 

Magnani, we have some interesting facts on this period.  Magnani wrote a short book, published 

in 1908, on the many attractions of Buffalo, entitled La città di Buffalo e dintorni e le colonie 

italiane, intended to draw more Italians to the city.

Mandolin clubs and ensembles in Buffalo

 Musical activity was woven into Buffalo’s educational system.  In the 1890s Buffalo’s 

high schools and colleges already had student clubs devoted to mandolin, guitar and banjo.  The 

students paid music teachers to instruct and direct the clubs; along with the college glee clubs, 

the mandolin clubs performed for alumni and prospective students, acting as ambassadors for 

their schools.  Since the average person only attended school up to the required age of 12 years, 
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high schools and colleges only took in professionally oriented youth during this period.  Partici-

pation in these mandolin clubs was seen as a refi nement suitable for young people of both gen-

ders.

 Lafayette High School in particular had a thriving musical environment; the mandolin 

clubs included both girls and boys, from 1898 to 1910.   The mandolin and guitar clubs played 

ragtime, marches, two-steps, and other popular music (Oracle 1912).

 Besides the school- and college-based clubs, there were similar clubs in settlement houses 

and in the YMCA.  These organizations aimed at assimilation and integration of the immigrants, 

offering free English-language classes, and sometimes music lessons. Instrumental music was 

seen by the elite as another means of uplifting the masses.

 Musical ferment in the growing and highly concentrated Italian community of Buffalo, 

however, bubbled over into the entire city.   Some immigrants to Buffalo were conservatory 

trained musicians (among them Nicola Donadio, Dante Barozzi, and Pietro Licari), while others 

were less formally trained yet very talented performers (for example, Isidoro Termini and Ignacio 

Millonzi).

 In the Pan American Exposition of 1901, one of the most attractive Midway venues was 

called “Venice in America,” which featured temporary canals with gondolas and mandolinists 

and guitarists who serenaded the visitors.  Some of the musicians were hired in Italy and brought 

Fig. 2:  Intalian mandolinists at the Pan American Exposition, Buffalo, 1901 (Arnold 1901)
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to Buffalo for the 1901 summer season, while others were hired in the Italian Colonia (settle-

ment) of Buffalo (Fig. 2).  

 Although I have identifi ed several of these musicians, for instance, Joseph Leone, Gi-

useppe and Salvatore Ortolani, Luigi Lomanto, Ciro Laduca, Giuseppe Sagone, Antonino 

Gugino, Giuseppe Vacanti, and Liborio Maggio, all of whom, except for Leone, were cited in 

the Corriere Italiano, I cannot connect the names to individuals in the contemporary photographs 

(Arnold 1901).

 Judging from contemporary reporting on the Italian music scene in Buffalo in the Corri-

ere, the Italian mandolinists and guitarists were apparently all male, while several young women 

made musical careers as vocalists.  The most notable were Nina Morgana, Grazia Carbone, and 

her sister Carmela Carbone (Fig. 3).

 The Italian marching bands were very visible from about 1890 to the 1930s, especially 

downtown, where they marched in religious festivals, serenading residents and parading the main 

streets.  The same bands – especially the famous Scinta Band, founded by Serafi no Scinta in the 

Fig. 3:  Obera Singers:  Carbone Sisters, 1905 (Corriere Italiano 1905)



Journal of World Anthropology:  Occasional Papers:  Volume II, Number 2 6

late 1880s (Magnani 1908:35) -- played summer concerts at Buffalo’s parks, competing with the 

Germania band and the two US Regimental bands stationed in Buffalo, the 74th and 65th  Regi-

mental bands, for paid performances.   The Scinta band was extremely popular, and played at the 

Pan American Exposition in 1901 and later spent a couple summers playing at Coney Island.  

 The men who played clarinet, trombone, tuba, drums, saxophone, or another instrument 

in these concert bands and marching bands often played mandolin, violin, or guitar in smaller 

dance bands and chamber ensembles.  These string ensembles played at church services, at hotels 

and restaurants, at benefi ts, and at private parties in the Italian “Colonia” to celebrate marriages, 

baptisms, anniversaries, and other family and social events. 

 Italians and Italian-Americans also performed in the mainstream (English-language) the-

atres, in pit orchestras and at movie theatres.  In 1906, for example, the Savoy Trio played regu-

larly at the luxurious Genesee Hotel, on the corner of Main and Genesee Streets.  The members 

Fig. 4:  Termini, Millonzi, and Francesco (The Cadenza 1906).
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of the Trio were Isidoro Termini, Ignacio Millonzi and Tomaso Francesco, also known as Tom 

Francis (Fig. 4) (The Cadenza 1906).

 Similarly, a young group, apparently still teenagers in the Corriere photo in 1910, the 

Pulvino Brothers, played mandolins and guitars at movie theatres and at  Carnival Court, an 

amusement park then at the corner of Main and Jefferson Streets.  In 1912 they reportedly played 

popular songs and accompanied dances in the Italian community (“Trattenimento” 1; “Tratteni-

mento” 5; “Il Concerto” 1).

 As the number and density of the Italian Colonia rose, the immigrants formed dozens of 

mutual aid organizations, mostly centered on their town of origin, but sometimes on their trade.  

Thus there were Società Montemaggiore Belsito and the Società Bagheria, but also associations 

of grocers and lawyers.  These organizations provided a kind of group health insurance as well as 

a social outlet.  On religious or patriotic holidays they participated in parades, and as soon as fall 

arrived, they arranged dances and banquets.   Some also sponsored theatrical and musical perfor-

mances.

 New musical groups and combinations arose frequently in the Italian settlement.   Young 

Italian Americans organized themselves in theatrical and musical clubs and performed for their 

peers, including the Club Aurora, the Filodrammatici, the Circolo Musicale Bellini, the Circolo 

Savoia and others. 

The music they played

 The repertoire of mandolin orchestras and ensembles refl ected the diverse musical tastes 

of the day.  Almost all were instrumental works; few included vocals.  Some of the pieces, like 

“A Day in the Cotton Field,” were originally written for the blackface minstrel groups such as 

the Christy Minstrels (founded by George Christy, a Buffalo Irish immigrant).   Patriotic songs, 

college songs, and marches were popular, while other popular mandolin works originally written 

for violin and conventional string orchestra.



Journal of World Anthropology:  Occasional Papers:  Volume II, Number 2 8

 Composers of the time, including a few in Buffalo, also wrote music specifi cally for man-

dolin orchestras, as the ensembles were then called.

 In the early 1900s, ragtime music, usually played on the piano, was popular with young 

people, and this was adapted to mandolin.   Opera excerpts, especially overtures, were also very 

popular as mandolin orchestra selections.  In the Italian community, of course, Verdi, Rossini, 

Donizetti, and other Italian composers were highly favored. 

 For example, the Corriere reported the following performance in the entr’actes of “I due 

Sergenti” (“The Two Sergeants”):   “Un bravo di cuore va dato ai valenti mandolinisti e chitarris-

ti che deliziarono gli astante con scelti pezzi musicali.” (translation: Hearty applause was given 

to the talented mandolinists and guitarists who delighted those who attended with select musical 

pieces.)  Then the article lists the fi rst quartet; G. Puglisi and G. Mammano, on mandolin, and 

A. Mammano and G. Incao on guitar, played three pieces, including one from “Lucia di Lam-

mermoor.”  The second quartet, Isidoro Termini and Ignacio Millonzi on mandolin, and Carmelo 

Peri and Cruciano Millonzi on guitar, played a medley of themes from “Il Trovatore” (Il Corriere 

Italiano 1904).

Fig. 5:  Orignanl mandolin music published in the Corriere Italiano (Il Corriere Italiano 1904:6).
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 Some music, usually American popular songs, was published in the Corriere Italiano 

from 1909 to 1910.  Both national mandolin magazines, the Crescendo and the Cadenza, pub-

lished music in almost every issue (Fig. 5).

The instruments they played

 US manufacturers began to produce mandolins around 1890, when the demand for the 

instruments was evident, and importing them from Italy was impractical and too expensive for 

most would-be players.

 Walter Boehm, Buffalo’s Gibson dealer, was important in the integration of Italian mu-

sicians into the mainstream, as well as in his role as teacher, publisher, and composer (Fig. 6).  

American manufacturers, including Gibson, Martin, Stahl, Washburn, and many others, reengi-

neered the Neapolitan mandolin and the Spanish guitar, and came up with hybrids, new inven-

Fig. 6:  Walter Boehm, musician, composer, Gibson dealer (Boehm 1905).
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tions, and new versions of old instruments, including the harp guitar, the mando-cello, and the 

mando-bass.  The mandolin underwent transformation, losing its fragile bowl-shaped back, while 

gaining volume and sharper tone.

What happened to these musicians?

 Most of the professional musicians who played mandolin, guitar, or banjo during this 

time (1895 to 1918) cobbled together a living by teaching music and directing clubs. While some 

of these musicians moved into jazz bands and orchestras, many had to take industrial or service 

jobs to support themselves and their families.

 For example, Isidoro Termini (1878-1964) managed to make ends meet as a musician, 

playing mandolin, violin, tuba, or other instruments, without relying on non-musical jobs.  He 

played in the 74th Regimental band, the Italian marching band and in informal ensembles for 

church and family events. In 1904 he had a studio at 136 Erie St., where he taught mandolin, vio-

lin, and guitar. He continued to play in orchestras of local theatres and then in the Philharmonic 

Orchestra in the 1930s and throughout the rest of his life (Courier Express 1964)

 Tom Francis (Tomaso Francesco), a member of the Savoy Trio, bought a popular restau-

rant, the Roma Cafe, in 1911, and continued to play music part-time (Corriere Italiano 1911). 

 The Millonzi brothers traveled a path like Vitale’s.  Cruciano returned to Italy for good; 

Ignacio (1884-1978) went back to Italy for a few years and returned to Buffalo with his bride and 

two more brothers, Rosario and Phillip.   Phillip’s son, Robert, was a major benefactor for the 

Buffalo Philharmonic.  Ignacio continued to play Italian music on the mandolin, while he pur-

sued popular dance music (including occasional appearances with the Paul Whiteman Band) and 

“serious” music on cello.  He augmented his income by working as a tailor and hosted a radio 

show playing Italian music, both live and recorded, for many years on WEBR (970 AM) (Russo 

2005:  Personal Communication).   In their 80s, both Ignacio and Phillip were still very compe-

tent mandolinists. 

 Giacomo Vitale, a local guitarist, likewise used his diverse skills, playing woodwinds or 

brass in dance or jazz bands.  Vitale joined a touring dance band in the 1920s but soon tired of 
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life on the road.  In order to remain with his family in Buffalo, he took a series of jobs in indus-

try, but always considered himself a musician, playing or practicing almost every evening, play-

ing at Italian church festivals, weddings, and parties (Tucker 2005, personal communication).

What happened to this music?

 The mandolin craze did not endure in Buffalo, except in private parties and ethnically 

based concerts in the Italian community.  Nationally, by 1918 it was apparently eclipsed by other 

musical trends, especially jazz and the big dance bands.  Mandolin sales declined.   In 1924, 

not coincidentally, Gibson Mandolin-Guitar Company became Gibson, Inc. (Gruhn and Carter 

1993:85).  No longer did the high schools and colleges train amateur and professional players 

in school clubs.  Only a few remnants of the mandolin craze remained in Buffalo in the 1930s, 

1940s and beyond: college and high school banjo-mandolin-guitar clubs disappeared.

 The 1932 directory of American Federation of Musicians Local 43 lists 6 professional 

mandolin players among its members, including Phillip Millonzi and Isidore (Isidoro) Termini 

(Directory of Local 43, AF of M. n.a.).  In 1941, the “Mandolin and Guitar Orchestra ‘Harmo-

nie’,” linked to the German-American Harugari social club, is the only mandolin organization 

listed in a Buffalo directory of musicians and musical organizations; fi ve teachers of mandolin 

are listed (Stoeckel’s Music Directory 1941:74-5, 122).  In the 1947 edition no mandolin organi-

zation is listed, but there are still fi ve mandolin teachers (Stoeckel’s Offi cial Directory of Music, 

Entertainment, Drama 1947, 47). 

Why does this matter? 

 In the 19th century, many educated people divided music between highbrow and low-

brow.  American culture, struggling over the painful legacy of slavery and the confusing results 

of mass immigration from Europe, was starting to assimilate both Italian and African-American 

music, as well as the German, Irish, and other European musical heritages.  James Reese Europe, 
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the black New York musical pioneer, turned to mandolin and piano to make a living as a musi-

cian in New York in 1903, and later employed mandolins in African American musical theater 

and in dance bands until about 1913 (Badger 1995:30, 85), while Italian immigrants continued to 

dominate as leading virtuosos across the United States. 

 In Buffalo, the mandolin was a means of crossing over into the mainstream both fi nan-

cially and socially, for many Italian immigrants, although that crossing was usually only partial, 

because the music business was not well enough paid or steady enough to maintain a living 

wage.

Why did this music decline?

 Material and social changes that might explain the demise of the mandolin orchestras 

include the following:

1. Technological changes in the manufacture of fretted instruments made guitars larger, 
 easier to tune, louder and more viable as lead instruments, and made tenor banjos so loud 
 that they could compete with the brass and woodwind instruments, but single mandolins 
 were not able to compete.
2. Recorded music and radio music became cheaper and could be used to entertain guests at 
 parties and for dances; live music was no longer in such demand.
3. Some of the materials needed for manufacture of fretted instruments were diverted to 
 wartime uses in the First World War, causing temporary shortages. 
4. The horrors of the war and the demonization of the Germans encouraged Americans to 
 look inward, and to reject the old image of European music as superior to homegrown 
 musical creations.
5.  Simple changes in fashion—perhaps the most important were the dance craze and the 
 advent of jazz.

 `In Buffalo, these mandolin groups disappeared gradually, probably due in part to disper-

sion of the European ethnic concentrations as suburban sprawl grew, but more because of the 

factors that operated across the United States.
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Why has this musical period faded from popular memory? 

 Historians have treated the late 19th and early 20th Centuries as a transitional period, 

when American music had not yet developed a separate entity, and Americans were supposedly 

dependent on Europeans for music worth listening to.   American society was still fractured by 

serious cultural and language divides; the music publishing industry was one of the few cultural 

institutions that attempted to extend its reach across the entire country.  The relative hodgepodge 

of musical idioms presented in mandolin ensembles is now eclipsed by the spectacular rise of the 

new jazz and blues styles popularized in the following decades.

 The few known recordings of mandolinists are not impressive; mandolins and guitars did 

not record well using acoustic recording technology (Linn 1994:93-94). 

 For example, Zarh Myron Bickford and Vahdah Olcott-Bickford were generally described 

in the press as virtuosos on mandolin and guitar (respectively), yet their acoustically recorded 

records sound stiff and mechanical.  This seems to be due to several factors.  First, the process 

was very restrictive and artifi cial, requiring the musicians to sit on platforms of various heights 

facing tin horns, with changes in instrumentation, for example, substituting tuba for stand-up 

bass, and restricting the numbers of musicians. This often produced in otherwise cool and col-

lected musicians a kind of “gramo-fright” (Coleman 2003:18).  Second, and probably more 

important, the range of tones and dynamics audible on such recordings was much narrower than 

the range heard by the human ear, and narrower than what we hear in more modern recordings 

(Martland 1997:81).   Musicians were reportedly instructed to use as little dynamics as possible, 

or to move back and forth in front of the horn to record higher or lower pitches and volumes.

Third, early recordings were limited to about two minutes, much shorter than most “serious” or 

even many popular songs in performance.  Fourth, the recording industry was undergoing a shift 

in understanding of what their role was; many early recordings were meant as instruction, not 

entertainment.   Many records created before the late 1920s were only an auditory version of the 

sheet music; that is, the song was more important than the singer.  The exception was African 

American music, which was viewed as novelty entertainment (Brooks 2004:8).   Caruso, an early 
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fan of the recorded disc, did document his vocal performances well, but most were unable to use 

the acoustic technology as effectively as he did.

 Thus, for researchers today, the early recordings of mandolin music are less accessible; 

performances of this popular music simply were not documented even to the limited extent that 

Robert Johnson and other blues performers were just a few years later, in the late1920s. 

 In summary, there does not seem to be a single reason why the mandolin craze came to 

an end, and why this type of music was virtually lost, but rather a cluster of factors that worked 

together.  The failure of the early recording industry to record faithfully the soft sounds of solo 

mandolins and guitars, the technological changes that made guitars much more fl exible, material 

and cultural issues related to the fi rst World War, cultural changes that made public social danc-

ing to jazz music much more acceptable to the mainstream, and simply changes in fashion, were 

all involved in the demise of this fascinating musical phenomenon.
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